Recovering and reanimating 'lost' traces; the digital archiving of the rehearsal process in Siobhan Davies RePlay
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When I work with dancers I want everyone to contribute but the material eventually has to have an accuracy to be able to go through the eye of a needle without fraying. I am the person who will see everything from an external perspective. The dancers have the internal knowledge, which they explore and we use each other's eyes to provide feedback and gain the accuracy. Material is tested to see if it demonstrates what we wanted or shows us something else more potent. offers an insight to Davies' approach to her dance making process. As is the case with many other contemporary dance artists, the increased access to digital technologies and social media provides a means by which Davies is able to reflect upon and share her thinking behind process, and consider the nature of rehearsal and her relationship with those she works with, in particular her dancers 2 .
Traditionally, the dancer's rehearsal studio is an embodied space and historically a private space. But since the availability of simple-to-use capture technologies (flip cameras and so on, which entered the market in the mid2000s), the dancer can readily record and review her own experiments and explorations with movement, particularly when at the early stages of composition. The ease by which these digital films can be posted to sites such as YouTube and Vimeo, for personal archiving or for wider distribution, allows these temporary and previously private 'memory objects' to enter the public domain. In as much as the filmed records of dance events that were made for public viewing can be regarded as spectacle, these rehearsals may then be spectated in the same way. Concomitantly, the increasing desire to capture dance's history in ways that privilege the embodied experience of the dancers rather than through the more traditional methods of documenting the 'after' of the event (by scholarly critique, production photographs, notation scores and so on), these filmic traces provide viewers with alternative experiences of the dance, and dance scholars with data for different kinds of analyses.
In this article I am going to focus on the capture and archiving of a large number of rehearsal tapes, which were generated by dancers working with . In particular she had a deep sense of responsibility for her art' (Brinson 1991: 41 . Davies speaks to the importance of collective practice, saying '[i]n our case we are a group and it's incredibly important to me that we find a more vivid expression of how we work as a small community. Although I am the instigator, the observer and the editor, I
am encouraging the idea of a group of people bringing all their knowledge into the making of a particular work and in doing that we have both to remember and forget ourselves as part of this process' the footage tends to refer to work that is 'set' and being run-through in the latter stages of the rehearsal process so is not primarily for the benefit of the dancers. The dancers appear to be in a pre-performance mode; the camera is a proxy for the audience and the dancers are 'performing' for the camera.
These tapes offer an insight to a quite different rehearsal culture, which reflects the difference between the working practices of a major repertory company, such as Rambert Dance Company, and Davies' company practices.
For the former, filming the work prior to performance is likely to be primarily for preservation purposes, to support the work of those responsible for rehearsing, restaging and documenting a dance, such as notators and rehearsal directors.
In Davies' company, with no extended company team of notators, rehearsal directors and so on, there is a greater sense of shared responsibility between Davies and her dancers for the dance work and any further performances, so the recording of movement within the making and rehearsal process is primarily for the dancers' and Davies' benefit. However, whilst it is acknowledged that the intervention of new technologies that provide tools to support the rehearsal process within the professional dance environment in recent years may also have a bearing on this distinction, the broader culture of the rehearsal settings may still be regarded as markedly different. The recording of this 'scratch tape' footage is a method of banking ideas that could be returned to at a later point in the making process. In the early stages of development the dancers were encouraged to record most movement sketches without judgment so that the work could develop without preconceptions. The material is often raw and undeveloped and many of these fragments did not appear in the final work. Some of the original tapes were damaged or in some cases like Birdsong completely missing. Where there were many hours of footage we tried to where possible to select material which had a linking thread to the final work. These were some of the factors which influenced the selection of scratch footage to be included in the archive. In some ways it is quite a patchy record of this process but hopefully gives the viewer some insight into the making of the work 17 .
This commentary reveals several interesting aspects of how Saxon (who is herself subject of some of these scratches and nominated representative of all the dancers) describes the footage. The acknowledgement of 'selection'
confirms that this is a thoughtful collecting process and the 'linking thread' is inevitably a judgment, which can direct viewers to search out connections between the scratches and the final work, whether or not they are intended.
The reference to recording 'without judgment' hints at a process of the dancer trying to disregard any thought of the spectator, or to remove herself from the role of the spectator when behind the camera. The tension between the value of storing ideas whilst keeping movement sketches provisional and unfixed, mirrors the friction created by archiving (so fixing) the unfinished. The connection is clear between 'banking ideas' and the title of the choreography;
Bank, which in its construction 'used a bank of ideas generated by looking at many visual patterns from different cultures'
18
. The description of the work, as provided on the archive, continues by emphasizing the importance of the rehearsal process in creating the work, which may well signpost to the viewer the value of the scratches:
The dancers began the rehearsal process by imagining the printed pattern within the whole volume of the body or parts of it, the structure of the pattern informing the movement. The second stage of this process included two or more dancers finding a further pattern to inform how they should relate spatially 
What do these memory objects tell us?
'Everything shouldn't be finished because nothing is finished in our lives. There needs to be a future to keep the work alert'.
Davies in conversation with Edmund de Waal 23
Davies' own interest in including the scratch tapes in the archive is perhaps two-fold. Throughout the creation of the archive she has been motivated by the desire to make dance more generally accessible and to find ways to communicate the particular knowledge that is dance. (Melrose 2009: 29) .
We witness the dancers negotiating through and with the body, solving . On one hand the scratch tapes might be thought of as the reverse of re-enactments. As documents of the stages before the dance is made they enact the thinking process of the choreographer and the dancers.
Alternatively, by revealing the construction methods, they unmake the dance whilst offering source material for other artists to reconstruct or re-enact the dance work. The scratch tapes might be viewed alongside the various comments by the dancers in relation to their scratches, as well as the several analyses, descriptions and reviews of the performance events, providing a rich data bank of 'corporeal events and kinetic things' (Lepecki 2010: 37) .
What is perhaps most interesting is that the scratches bind the dancer to her or his role and contribution to any one particular dance; Tammy Arjona, Gill Clarke and Paul Old are uniquely identified with a choreography as we trace, in Goodman's terms, the 'history of production' of the work (1968) . So perhaps this is a reasonable claim of authorship, but a close reading of this evolution reinforces that Davies retains authorial responsibility, not least because of her inclination towards recreating and restaging work 27 . I am thus inclined towards McFee's argument (2011: 82-84 ) that the dancer is agent, essential in her instantiation of the dancework, but not 'maker' (therefore in
McFee's terms, equivalent to 'artist') even though the persisting evidence of a unique embodiment is vital to the identity of the dance in question. And because each scratch and rehearsal tape is accompanied with a specific citation on the archive, so users who quote the film cite the specific dancer/s, as well as the work to which it is attached, the scratches may enter the canon and accrue value over time equal to other (digital) dance objects.
Conversely, such exposing of the 'sacred' rehearsal process might for some diminish the impact of the performance event. Without them the mysterious and intangible properties of the choreographic process would then be preserved, reinstating the nostalgic lens through which we connect with past dances. The value of the scratches lies perhaps in their reflective properties, which can tell us more about the relationship between dance artists and instruments of capture and thus have broader impact on how we contemplate the future preservation of dance. Do they accrue cultural capital?
Well, perhaps they do. By documenting, exposing and making public the cultural knowledge of dance, and in this case Davies' dance, it is made more visible, is circulated freely online, potentially gaining social and economic advantage by being more able to stake a claim in the digital economy. The Collection in 2009 marked a shift in Davies' career towards projects involving a number of other discipline experts and which were made for galleries rather than theatre spaces. These new projects have provided a challenge to the existing archive architecture but have benefitted from the knowledge gained through the archive development about how to record and retain records of the making process, thereby generating substantially more content to add to the archive. 10 Building the archive meant dealing with numerous tasks. One of the most demanding aspects of the project related to copyright and IP. Permissions had to be sought and licenses agreed with all those who contributed to the archive. 11 Registration is also required to use the virtual scrapbook, which provides users with a tool to save searches and label them, for personal research, or for sharing with other registered archive users. The scrapbook is a useful support for researchers, educators and students. The registration allows users to include scratch tapes within the scrapbooks. 12 Dancer and social theorist Randy Martin provides a detailed account of his own involvement in a dance rehearsal, drawing attention to the social experience of making dance. His analysis is valuable for thinking about how Davies (and other contemporary choreographers) engage in working collectively with their dancers, arguing that 'the movement from first rehearsal to performance traces the transition from symbolic authority, external to and bounding social action to an abstract authority contained within and expressed through social action of a totality ' (1985: 57 20 As part of the process of compiling the archive we researched and prototyped new presentations of the digital objects for two dance works, In Plain Clothes and Bird Song. Named as 'kitchens', these microsites are designed to provide users with access to the many ingredients that went into the making process, organised according to their role in the 'cooking' of the work. The kitchen for In Plain Clothes is designed to give a visual representation of the 'hinged pair' concept, and in doing so juxtaposes rehearsal and performance to allow the user to read across and between the different filmed records. 
